This paper aims to reassess one piece of evidence for the performance of music and poetry in classical Sparta: an elegy by the Chian poet Ion (fr. 27 West). It is argued here that this poem evokes the atmosphere of a Spartan festival and, specifically, a symposium held as part of that festival. Ion was present in Sparta not merely as a friend of prominent Athenians, as is often claimed, but as a professional travelling poet. This suggests that Sparta remained an important centre for μουσική in the classical period and, moreover, was part of a broader Panhellenic network of festivals and contests. 1 Yet to Callimachus he was also a model for versatility, composing works in both verse and prose in a bewildering array of genres.
INTRODUCTION
Ion of Chios (died c. 422/1 B.C.) is one of the most intriguing poets of the fifth century. As a tragedian Ion was at the centre of poetic life at Athens. A contemporary and rival to Euripides and Sophocles, he was victorious at least once at Athens and was fondly remembered after his death by Aristophanes.
1 Yet to Callimachus he was also a model for versatility, composing works in both verse and prose in a bewildering array of genres.
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The poem quoted above describes the successive stages of a symposium and, in doing so, is broadly similar to Xenophanes fr. 1 West, with which it is quoted by Athenaeus. Like
Xenophanes' elegy, most of the content of Ion's work is generally applicable to the experience of dining anywhere in the Greek world. This is probably deliberate if Ion envisaged reperformance at multiple symposia or other occasions. At the same time, however, Ion seems also to evoke a specific context through the invocation of the mysterious unnamed king of line one. As early as 1862 Haupt concluded that the poem was composed in At stake is our understanding of both Ion's career and Spartan society in the classical period. Sparta's importance not only as a poetic centre, but also as a destination for foreign poets alongside Athens deserves more attention than it has previously received. In the Ion's choice of epithets for the king, when taken together, suggest that a mortal ruler, Archidamus, is meant here. Is the king actually present at the symposium? The stress laid on the fact that it is 'our king', together with the libations referring back to the royal line, suggest that the king is understood to be very much included in the festivities. If so, this explains the unusual third person imperative χαιρέτω as part of the series of third person imperatives that structure the poem. Ion progresses through the various stages usual in a symposium in the usual order. The servants prepare a crater, but before the guests drink, libations are poured. Then comes the wine and its accompaniments: song, dancing and general merriment as the company become steadily more inebriated. The first thing that must happen, Ion seems to be telling us, is that the king should be welcomed into the gathering.
Such a use of the third person is paralleled in the wedding hymn of Sappho where it is the bridegroom whom she bids to be joyful (χαιρέτω δ' ὀ γάμβρος fr. 117 Voigt). Rather than dismissing the king, as Bartol believed, Ion includes him as a prominent and integral part of the assembly, like a bridegroom who comes as the honoured guest to a wedding feast. This is appropriate to a Spartan context, since we are told by Herodotus that the kings were always seated and served first at any public occasion.
Ἢν θυσίη τις δημοτελὴς ποιῆται, πρώτους ἐπὶ τὸ δεῖπνον ἵζειν τοὺς βασιλέας καὶ ἀπὸ τούτων πρώτων ἄρχεσθαι, διπλήσια νέμοντας ἑκατέρῳ τὰ πάντα ἢ τοῖσι ἄλλοισι δαιτυμόνεσι· καὶ σπονδαρχίας εἶναι τούτων καὶ τῶν τυθέντων τὰ δέρματα.
Whenever a sacrifice is held at public expense, the kings are the first to take their seats at the meal and are served first, and they distribute twice as much to each king as the other diners; and they hold the role of leaders of the libations and receive the hides of sacrificial victims. suggested that the omicron of οἶνον could be changed to a delta giving δῖνον (a drinking goblet). This change has the advantage of contrasting the crater prepared for the assembled guests (ἡμῖν δὲ κρητῆρ' 2) and their silver cups with the single golden cup held by this unidentified figure. He therefore has proposed ὁ δὲ χρυσοῦν / δῖνον ἔχων χεροῖν νιζέτω εἰς ἔδαφος which he translates as 'and let him who holds in his hands the golden jug wash our hands on to the floor'. 24 This is possible, although the sense is still imperfect. The meaning of εἰς ἔδαφος remains uncertain, since there is no reason why the act of washing should take place on the ground.
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Second, these lines may refer back to the king from line one. In amending the text to include a golden cup, Campbell is following Haupt who went even further in restoring the line to ὁ δὲ χρυσοῦ / δῖνον ἔχων χεροῖν ἱζέτω εἰς ἕδρανον. 26 In doing so he removes a single nu which could easily have been added by mistake after χεροῖν / χειρῶν. Whitby attempts to retain ἔδαφος by taking ἱζέτω as a transitive verb with δῖνον as its object, meaning 'while another with a golden basin in his hands sets it on its base'. 27 However, I know of no instance where ἔδαφος is used to refer to a raised platform or stand of the kind Whitby envisages. The change from ἔδαφος (base or bottom) to ἕδρανον (seat) better fits the identification of the subject in line three as the king, who is seated first at the meal.
Alternatively, Alan Sommerstein has suggested ἕδεος to me as a rare alternative for 'seat' that would better explain the corruption, while fitting the metre. The word is given by Gymnopaedia. 50 Plutarch, in noting that the news of defeat at Leuctra arrived while the festival was being held, claims that the city was full of foreigners (ξένων οὖσα μεστή Ages. Hellanicus' catalogue may also have been designed both to celebrate the success of performers from his home-island of Lesbos and to justify their continuing special status at Ion here juxtaposes festivals and meals at which rulers are present. A passage attributed to
Theognis suggests that his works may also be reperformed in similar contexts.
σοὶ μὲν ἐγὼ πτέρ' ἔδωκα, σὺν οἷσ' ἐπ' ἀπείρονα πόντον πωτήσηι καὶ γῆν πᾶσαν ἀειρόμενος ῥηϊδίως. θοίνηις δὲ καὶ εἰλαπίνηισι παρέσσηι ἐν πάσαις, πολλῶν κείμενος ἐν στόμασιν, I have given you wings, with which you will fly, rising with ease, across the boundless sea and all the earth. And you will be at every banquet and feast, lying on the tongues of many.
(Theogn. 236-8 West)
It is often assumed that Theognis is referring here to reperformance at the symposium in
general. Yet, as Budelmann and Power note, the words θοίνηις δὲ καὶ εἰλαπίνηισι point to 'a 75 On line 2, λογίων could conceivably be neuter plural meaning 'learned speeches'.
However, it more probably refers to poets / sages in the masculine. For such a use see Pind.
Pyth. 1.94; Nem. 6.45; Hdt. 1.1.1 and 2.3.1. This is the view taken by most editors: Leurini 
